Introduction
This article establishes a comparison between Lorca's Yerma and Ruth Carter is well known for a number of film scripts and adaptations. In her adaptation of Lorca's Yerma, Carter "revisits and revisions a 'canonical' text" (Aston 1999:249) , dramatizing the subject of childlessness and ardently-desired motherhood. Lorca's Yerma is transformed into Amar and her husband Juan into Jaz, a Glaswegian Asian.
The setting in Yerma is rural Andalusia, while Carter's play unfolds in urban Birmingham, where Lorca's shepherd is converted into the owner of a thriving taxi firm.
Andalusia, Lorca's native soil, was still a regressive society in the 1940s. Yerma, together with Blood Wedding (1933) and The House of Bernarda Alba (1936, but published posthumously in 1946) , are often referred to as "rural plays". In them Lorca questions various aspects of bourgeois morality, such as its destructive myths, hypocrisy, and discrimination against women in male-dominated Spanish society. The House of Bernarda Alba, subtitled "A Drama of Women in the villages of Spain", is a straightforward indication of Lorca's critique. He intended it to be "a photographic documentary", as stated in an introductory note to the play: a true reflection of the Andalusian and, by extension, the universal Spanish society of his time in which strict customs, such as honour and decency, were the cause of profound physical and moral suffering.
Furthermore, the author drew many elements from the intermingled cultures of Andalusian history, covering a period of over two millennia: pre-Roman (Tartessian, Phoenician), Roman, Christian, Jewish and Islamic. Besides this, there are reminiscences of magical thinking, resembling those of ancient religions with their pagan rites. Lorca became significantly obsessed with the pena negra (black pain) mentioned in Andalusian folk music lyrics, cante jondo, a fusion of Arab, Jewish and Gypsy music. This pain with no apparent cause is a historical pain, a torrent of suffering, of social and racial injustices and curses, flowing into the culture of a country and transmitted from generation to generation. It is "an incurable pain, the black pain we cannot get rid of except by taking a knife and opening a deep buttonhole in our left side" (Maurer 1992:xxiv) .
Yerma -Male Control and Women's Repression
The opening of the play presents the typical image of a woman in Lorca's time, confined to her home, a sewing basket at her feet. Yerma is dreaming and visualizing a shepherd leading a child by the hand, which reveals her desire for motherhood. However, her very name points to her tragic destiny, since Yerma means "barren" in Spanish. United to the earth by her very name, Yerma is described as a daughter of Nature. While able to enjoy Nature's splendour, at the same time she forms part of its sterile process.
In Lorca's traditional Spain, marriage demanded reproduction in order for the wife to be fully defined as a married woman. After two years, Yerma is still desperately waiting for a pregnancy. Her physical barrenness, produced by the emotional atrophy of her husband, Juan, has caused a dramatic emptiness in Yerma, one she needs to fill with a child.
Interestingly, Lorca chose metaphors relating procreation to the field and to 233 seed. The woman is like a field, waiting for the male to deliver the seed.
Men have to tend and control their "field" because their power depends on possession of this field. Unfortunately, Juan's main concern lies in the accumulation of actual land. His focus on material goods is counterbalanced by the procreative vacuum experienced in Yerma, and the idea that her "field", her body, may remain barren is assuming the form of an obsession. Granada, but Lorca easily convinces us of their wholly pagan character" (Maurer 1992:xxii) . In fact, an ancient fertility myth is re-enacted through the wild dance of a He-goat and She-goat, the former seizing a horn of a bull, an obvious phallic symbol, with which he pursues the female. As in Greek tragedy, Lorca makes frequent use of a Chorus to underline the tragic Fate of his characters. At the end of the play, the pilgrims' chorus is heard, which evokes Yerma's hope as contrasting with her final tragedy, that of being incarcerated. Her pain can be defined as Lorca's pena negra, as it is deeper than her previous longing for a child, which "has given way to something much more difficult to define" (Maurer 1992 :xxv). Maurer (xxv) has rightly observed that "Yerma's tragedy is not that society keeps her from fulfilling a biological urge or realizing herself fully. It is that she can desire, can imagine and feel what is absent". Lorca has here portrayed the frustration of women who feel suffocated because they are not allowed to realize themselves as human beings. His humanism 236 and liberalism make use of poetry to put forward his "appeal for justice, for freedom and for sexual and social equality" (Maurer:xxv).
A Yearning -Domestic Entrapment in the Punjabi Community
It is over eighty years since the first presentation of Yerma.
Fortunately, since then the situation for women even in rural Andalusia has improved. Medical treatment has succeeded in remedying numerous cases of infertility or sterility, and in addition it is now socially accepted that a woman is not obliged to endure a loveless marriage for ever. Conversely, in many parts of the world women still suffer oppression and injustice in a male-dominated society, as demonstrated by A Yearning. Carter's play is set, as mentioned above, in a British Punjabi community. London-Smith, the director of Tamasha, explains:
The Punjabi community in Britain does not seem to have lost connection with its rural roots. It is almost as though the community, in an effort to retain its culture against a foreign landscape, is even more traditional than the Punjabi community in Indian society today (Programme notes, 26 September 1995).
In such a community, as Patel (1998:262-3) states, "[t]he choice for women who dare break out of the very narrow confines of the roles prescribed by religion and culture is stark; either they remain within the parameters of permissible behaviour, or they transgress and risk becoming pariahs within their own community". Amar, the heroine of the play, has left her Indian birthplace to marry Jaz, as arranged by her father, and to live in a Punjabi community in Birmingham. Aston (1999:249) defines Amar appropriately as a "cross- In fact, the British Punjabi Community is organised as an all-party group and is acknowledged in Parliament as the voice of the Punjabi community. It is estimated that there are nearly a million people of Punjabi origin in Britain, Punjabi being the country's second language. Britain "allows the state to mediate between itself and minority communities, using so-called 'community leaders' as power-brokers and middle-men" (Patel 1998:263) . Ali (1992 in Patel: 263) Amar is dreaming about a crying baby. Her craving for a child is placed in contrast with her husband's "exclusive concern with reproducing capital and not family" (Aston 2003:139) . He proudly proclaims: "Next year maybe I can take on another cab. Luckily we don't have children to lay out on" (8).
Amar's desperate clinging to him is offset by his apparent coldness.
He wants to bind her to the house, sewing and watching videos: "I don't like you out of doors on your own. […] Women get raped" (10). An opportune ring on his mobile phone serves as an excuse for him to depart quickly, leaving a desperate Amar behind. The opening scene of Lorca's Yerma is even more emblematic, revealing another important, probably unconscious longing. In Yerma's dream, she sees a shepherd who stares at her, "lead(ing) a child dressed in white by the hand (1992:67). The shepherd is Victor, whom she intuitively loves and whom she associates with the cheerful spring light, warmth and vigour of Nature, water and fertility, as opposed to her husband's aridity and coldness.
Carter has maintained most of Lorca's poetic speech and plot line, although, naturally, she has adapted it to the modern period and to the speech of English city life mixed with allegorical Indian language. When Amar is alone, she "strokes her belly as she sings to it. The song begins in Punjabi and melts into English" (10).
AMAR. From where do you come, my love, my child?
[…] When, my child will you come? […] Inside me a cradle awaits you My womb, aching for you When, my child, will you come? (10) Confined to her home, and living in an Indian Diaspora, Amar seeks the companionship of the female Punjabi community, and the women, in turn, come to her house to benefit from her sewing skills. At the same time, she can enjoy women's talk and emotional comfort through the articulation of her deepest problems, which always concern her barrenness. Darshna, one of her closest friends, feels embarrassed when she reveals to Amar that "[i]t finally happened" (11), that she is expecting. She feels discomfited by In fact, as Amar is "surrounded by child-bearing women from her community" (Aston 1999:249) , her obsession with her childless situation grows. Clashing with her husband's insensibility to her yearning, she also suffers pressure from her Indian family and the Punjabi community, who expect her to bear children. Arvind, Amar's beloved and humorous cousin [T]ell her to put a tikka behind both ears" (15; emphasis original). He leaves a message for Jaz "to think less about work" and "to dig deeper!" (15). Gradually, Amar loses her self-esteem, and this is "rooted in her 'failure' to conceive, to become a mother". Indeed, "[A] Yearning shows, and is critical of, the extent to which the identity of the young Asian wife is bound up in a maternal identity" (Aston 1999:250) . In this sense, Amar exclaims: "A Punjabi girl who doesn't produce sons -she is as useless as a handful of husks" (36). Aston (250) explains further that "[t]he pressure on young Asian women to conceive early in marriage was researched for the play through women's organizations. One Asian reviewer explained:
According to Neeru Desai, chairman of the Harrow Women's Association, […] there is pressure on the young wife to produce the first child fairly quickly. If after a year or two of marriage, there isn't a child, people start asking questions. It's usually the women's fault, even if in medical terms it isn't (in Aston, 250).
In fact, Jaz is incapable of admitting that he is to blame for Amar's He can put up with the lack of a child, but he cannot endure Amar's absences from home that give rise to gossip. Undoubtedly, A Yearning deconstructs 'the construction of the homogenous Asian family' which 'hides other realities, power relations and power struggles between different caste, class and ethnic groups, and especially between men and women" (Patel 1998:261) . Like Lorca's Juan in Yerma, Jaz wants to exert his power and control over Amar. "She is the slave", as Aston (1999:250) puts it, "the colonized 'other', who endorses his position as colonizer/master". Jaz seems 242 to resent woman's power to create new life, and he therefore has to protect himself against her powers by keeping her subjugated (Horney in Rich (1984:114) . Amar is controlled by her husband and by his frustrated spinster sisters, who are ordered to spy on her in a home that has become an unbearable prison.
Most of the women of the community, though at first they were came like rain" (18). She deduces rightly that Amar's arranged marriage is loveless and passionless, and she explains to her: "Our men must give us pleasure, unplait our hair, fondle us into the right mood, prepare us for their seed, they must make us feel like a flower thirsting for rain" (19).
During their first encounter the Old Woman speaks euphemistically, trying to make Amar comprehend the need to find another man and to abandon a husband "whose rotten seed brings nothing but tears!" (21) Amar does not grasp the meaning of her metaphorical speech; instead, she complains that of late "nobody will be direct, and that everything here is a smudge of hints and nudges" (20). In their second encounter, however, the Old Woman is much more outspoken, blaming Amar's husband directly for her childlessness, which runs counter to the established, traditional view that the woman is always to blame. She openly invites her to live with her family and to copulate with her bachelor son, "with good strong blood" (50), who will give her children. Not surprisingly, Amar objects strongly to this proposal, saying: "Water can't flow backwards, the moon can't shine at Like Yerma in Lorca's play, Amar has now reached the nadir of her maddened despair, triggered by Jaz's desire to "possess" her sexually as her master, to subdue her to his power. She "clutches JAZ by the throat. […] She sustains the pressure on his neck until she kills him" (53). Indeed, she kills the husband who would not allow her to lead her own life, who would leave her "barren forever" (54). A Yearning presents " [t] his violent rebellion of the colonized 'other'" as the only alternative to a life of domestic subjugation" (Aston 1999 :250-1).
Conclusion
As in Lorca's play, Amar's tragedy transcends her failure to conceive, being rooted chiefly in her frustration as a woman suffocated by her husband and the community. She can only liberate herself from these metaphorical shackles by taking the life of her oppressor. Another alternative to a desolate life would have been to take her own life. Patel (1998:263) refers to the high suicide rate among Asian women between the ages of 16 and 35 in Britain, which is three times the national average.
I would like to conclude by reproducing to the words of another suffocated Asian wife, Kiranjit Ahluwalia, who was sentenced to prison in 1989 for the murder of her husband:
My culture is like my blood […] It is the culture into which I was born and where I grew up which sees the women as the honour of the house. In order to uphold this false honour and glory, she is taught to endure many kinds of oppression and pain, in silence. In addition, religion also teaches her that her husband is her God and fulfilling his every desire is her religious duty. A woman who does not follow this part in our society has no respect or place in it.
[…] I have come out of the jail of my husband and entered the jail of the law. "Ahluwalia's words might well serve as an epilogue for Amar after the "killing" of her husband. In life and in dramatic fiction, these two lawbreakers are testimony to the (violent) desperation and disempowerment that may be the hidden experience of some Asian women in their different (family) communities" (Aston 2003:140) .
